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INTRODUCTION 

Dostoevsky's Types and Archetypes 

All of Dostoevsky's characters, in their febrile determination to turn 
ideas into action, behave like people who have heard Christ's warning, 
who deeply 'believe it, and yet are deeply evading it. 

-James Wood, The Irresponsible Self 

Dostoevsky indicated time and again that he was interested in creating 
character types-human types that were unique and individualized but 
endowed with a capacity to express and embody the whole of humanity. He 
would say of his second novella, The Double (1846), that its ill-fated protago
nist, Mr. Golyadkin, mirrored by his double, Golyadkin Jr., "was a character 
of tremendous social significance, which [I] was the first to discover and 
proclaim."1 Golyadkin Jr. was his first and most important "underground 
type" [moi glavneishii podpol'nyi tip] .2 Later Dostoevsky would declare 
that, in spite of the work's failed execution, he had never brought a more 
important idea to literature. 3 For years he intended to revise and improve 
the work, but by the time he began to, in the early 1860s, a new project had 
begun to take shape-one that would bring the underground to the fore 
and draw in the elements around it with centripetal force. Ultimately Dos
toevsky abandoned his revisions of The Double in favour of writing Notes 
from Underground (1864). 

Regarding Mr. Golyadkin's more famous and notorious successor, the 
so-called Underground Man, Dostoevsky wrote in his preface to the novel 
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that "types such as the creator of these notes not only could, but are bound 
to exist in our society, taking into account the circumstances that have 
shaped our society."4 In part Dostoevsky meant us to see the protagonist as 
a "social-cultural type" who was "the inevitable outcome of the conditions 
of Russian society."5 He was following the convention of the invented but 
allegedly present and actual portrait of a significant social type, such as 
Aleksandr Pushkin had famously captured in Eugene Onegin (1833). The 
Handbook of Russian Literature observes that "it was Pushkin who, draw
ing on a plethora of European and Russian literary and social precedents, 
taught subsequent novelists . . . what sort of actuality to capture and how to 
encode it."6 In similar fashion, in the preface to the second edition of his 
own landmark novella of 1841, Mikhail Lermontov wrote that ''A Hero of 
Our Time, gentlemen, is indeed a portrait, but not of a single individual; it 
is a portrait composed of all the vices of our generation in the fullness of 
their development."7 The Underground Man, then, was a social-cultural 
artifact, the inevitable outcome of social conditions that had formed his 
personality, "one of the representatives of a generation still surviving."8 

He is recognized as a parody of the attitudes of two distinct periods-the 
radical 1860s and the romantic, idealist 1840s.9 In effect, he "dramatizes 
the dilemmas of a representative Russian personality attempting to live by 
the two European codes whose unhappy effects Dostoevsky explores."10 

Dostoevsky's social-cultural types are related to his own country's 
development and adaptation to the major strains of thought and literary 
modes of the secular modern West. Russia was at the time in the throes of 
a crisis of national identity that was paramount in the minds of its writ
ers and thinkers throughout much of the nineteenth century. It propelled 
virulent debates between Dostoevsky and rival factions of the left-wing 
intelligentsia, while all parties at the same time responded to thinkers and 
writers of the West, who informed parts of their world view. This problem, 
along with Dostoevsky's views on his nation's historical development and 
the character of its people, will be taken up at various points throughout 
this volume to provide a backdrop to the literary issues under examina
tion. I'll argue that Dostoevsky's social-cultural types, his take on Western 
ideas, and his feelings toward his nation's people and their national identity 
are only pieces of a larger picture and the beginning of a longer story. 

Bearing in mind the importance of Gogol's social types, and the impact 
they had on Dostoevsky's early creations, Dostoevsky's characters, too, 
have often been regarded, by the author's contemporaries and by later gen
erations alike, in terms of their social import. But it is worth noting that 
Dostoevsky was critical of Gogol's types when he avowed that the Gogolian 
type "is only half the truth, and half of the truth quite often is a lie."11 His 
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own reputation as the embodiment of the social conscience of Russian 
Realism notwithstanding, Dostoevsky often reminded us that for all his 
concern with social types, they are only half the truth. 

As a realist writer, Dostoevsky worked with social-cultural types, 
which have been recognized in Makar Devushkin, Mr. Golyadkin, the 
Underground Man, and other character creations in Dostoevsky's wide 
repertoire. As a "realist in a higher sense," as he once called himself (see 
Chapter 1 for more on this), he worked in a realm more deeply seated in the 
human psyche-the realm of archetypes. 

Let's take an example from The Brothers Karamazov, his last novel. Here 
Dostoevsky interlaces his underground motif and symbolism with a clas
sification of characters sometimes known as Karamazovshchina (roughly, 
"Karamazovism"). This represented both a new type and a development 
or unfolding of the underground type. Karamazovshchina is a denominal 
term that Dostoevsky used in the text of The Brothers Karamazov itself. 
Rakitin speaks the word during his court testimony, in Part 4, Book XII, 
Chapter 2, where he refers to the "muddled Karamazov way, which no one 
can understand or make any sense of."12 It was Maxim Gorky who first 
drew attention to the term, in two 1913 articles, interpreting Karamazovsh
china as denoting the extreme degree of irresponsibility and cynicism. 13 In 
Robert Belknap's classic study, The Structure of "The Brothers Karamazov," 
Belknap speaks of inherent relationships, "clusters of attributes" within 
which characteristics and their opposites are inherent in one structural sys
tem. Qualities and traits form clusters, the most prominent of which is the 
Karamazovan nature. Both Gorky's and Belknap's treatments of the cul
mination of Dostoevsky's signature type expand on the idea of the atypical 
case that nevertheless represents the whole. While neither of them named it 
so, I argue that the signature type devised by Dostoevsky-from the under
ground to the Karamazovan nature-can be regarded as an archetype. 

Archetypes help us grasp Dostoevsky's penchant for atypical repre
sentations of the ·whole. The Karamazov brothers, like Dostoevsky's other 
underground types, exhibit characteristics and play roles that map onto 
archetypal images and patterns that I investigate throughout this volume. 
One line of investigation in this study is the trajectory that ties Dosto
evsky's so-called underground type to his final hero, Alyosha Karamazov. I 
will argue that the dynamic play of forces that catalyze transformation
the same forces that drive vitality and change in archetypes-is the struc
tural and thematic focus of these characters and the themes of vitality and 
change in Dostoevsky's works. 

To begin to identify archetypes and observe how they function in Dos
toevsky's work, I take a preliminary look at some of the issues examined 
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at length throughout this book: how Dostoevsky viewed art, life, the self, 
humanity, and the people and traditions of his native Russia. I believe that 
examining these trajectories and mapping their intersections allow us to 
see an image of (and patterns of) Dostoevskian archetypes, and lead us 
toward answers to the ultimate question: What is the Dostoevskian self? 
By that I mean the self as Dostoevsky understood it and depicted it in his 
writing. I argue, moreover, that the idea of self is itself an archetype made 
up of a variety of archetypal images and motifs. I approach my question 
from a variety of angles and make my analysis in the pages that follow. 
While still a young man with literary ambitions and with his great work 
ahead of him, Dostoevsky wrote, "Man is a mystery. [The mystery] must 
be solved, and even if you spend your whole life trying, do not say the 
time was spent in vain; I occupy myself with this mystery, because I want 
to be human."14 In spite of its cliched ring and the relative youth of the 
author when he wrote it, this irresistibly quotable remark is often repeated 
because it is easy to see it at the core of the author's singular obsession. The 
young Dostoevsky's pledge to discover the root of the human mystery is 
carried through his fiction in dramatizations of the profound truths of 
human existence in all their paradoxical variety. Although not a profes
sional philosopher, Dostoevsky wrote about humanity as a philosophi
cal problem. Man as mystery is his topic-a riddle unsolvable, yet worth 
devoting one's life to. In essence his was a Romantic quest, an impera
tive to discover something urgent and consequential, yet tragically unre
alizable and remote to human understanding. The genuineness of his 
dedication to pursuing the unknown and undiscpverable is borne out in 
Dostoevsky's mature works, in which social types no longer suffice, as the 
author delves ever deeper into the human psyche, the unconscious, the 
otherworldly-the arcane realms that would become virtually synony
mous with the Petersburg novelist's name. 

It is instructive to consider how Dostoevsky articulated his aesthetic 
paradigm in later years, writing in the voice of the seasoned and now 
renowned veteran author of the Diary of a Writer. More than merely the 
accurate depiction of what is seen, realism is for Dostoevsky a search for 
the essence of what is seen: 

"One must portray reality as it is," they say, whereas reality such as 
this does not exist and never has on earth because the essence of 
things is inaccessible to man. He perceives nature as it is reflected in 
his ideas, after it has passed through his senses; therefore we have to 
give more credit to the idea and not be afraid of the ideal. 15 
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Dostoevsky knows that our cognition of reality is contingent upon what 
we perceive as it passes through our minds and emotions. In fact, he used 
the word realism pejoratively when referring to those contemporaries of 
his who seemed to neglect this simple fact. He spoke of his own brand of 
realism more as a metaphysical concept than a literary technique, closer in 
kind to Platonic idealism than literary realism. 16 

This philosophical perspective shaped Dostoevsky's fiction. His writing 
by and large deals in the conflicts and tensions that are the fruits of pas
sions and sensations. His characters are ruled by emotions and especially 
that combination of emotions and ideas that is the source of much dramatic 
friction in his novels. For Dostoevsky knew that to understand rationally is 
to see only a fraction of the picture. To feel is a greater form of understand
ing, since ideas have an emotional matrix, and humans perceive in large 
part with the emotional body. With vivid evocations of atmosphere and 
especially vacillations of mood and temper that Dostoevsky presents, the 
reader is engaged in a visceral way so that he or she experiences a story on 
a deep psycho-emotional level. 

The interesting thing is how Dostoevsky conceives of an idea as having 
an essence all its own that can infuse the soul. This notion is described in 
the Diary: 

Ideas fly through the air, but always according to laws. Ideas live 
and are spread according to laws too difficult for us to grasp. Ideas 
are infections, and do you know that in the general mood oflife any 
idea accessible only to a highly educated and developed mind can 
suddenly be transmitted to a coarse being who has never cared about 
anything and immediately infect his soul with its influence? 17 

By extension, our emotions and mental images are the result of"infection,, 
with ideas that have a sort of life of their own. They operate according to 
fixed laws even if those laws are too complex for our comprehension. These 
are the deep-running waters of spirit and consciousness that Vyacheslav 
Ivanov wrote of in Dostoevsky-the seething torrents of thought, emotion, 
and experience, struggling in dynamic dialectic in perpetually recurring 
cycles of myth and tragedy. 18 

Human emotions, ideas, consciousness, myth and tragedy-these 
accounts are taken from the context of Dostoevsky's later writings, as the 
veteran writer inhabited his persona of the diarist in Diary of a Writer. But 
it might be seen that they shed light on his earliest work as well. One of the 
ironies in Dostoevsky's early publishing history is his being hailed as a bril
liant new talent working in the area of social realism and soon after drawing 
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criticism for writing that strayed from the aesthetic aims and qualities 
of the emergent Natural School. The problem, which I take up in detail 
in Chapter 2, is related to these twin notions that the essence of things 
eludes our understanding and that the laws governing the spread of ideas 
are often too difficult to grasp. Contemporary social realities as depicted by 
Belinsky and his Natural School were for Dostoevsky only part of the truth. 
With his own character types he reached for farther-ranging, more pro
found truths that would be sustainable over time. As Robert Louis Jackson 
observes, "Type for Dostoevsky is the artistic medium through which the 
artist reveals the dynamics of reality, the configuration not only of the past, 
but also of the future, as it is disclosed in the indications of the present."19 

Again, Dostoevsky's work in this sense is rooted in the best traditions of 
his nation's literature. Harking back to Pushkin and Lermontov, his depic
tion of authentic types and their reality has much to do with the dynam
ics of transformation. It is significant to all of the literary portraits after 
Onegin, as Yuri Lotman notes, that the concretization of the "rupture" 
is a catalyst in the transformation of the individual in Russian society. 20 

Rupture would come to define the experience of many of the leading roles 
in the great tradition of Russian Realism, drawing much of its inspiration 
through the succeeding decades of the nineteenth century from Pushkin 
and Lermontov. For Dostoevsky, catalysis and transformation are keys to 
the principle of character type. 

Dostoevsky would enlarge on this principle until his last work. In the 
preface to The Brothers Karamazov ( 1880), the hero Alexei Fedorovich 
is introduced as an "indeterminate" [neopredelennyi] and "undefined" 
[nevyiasnivshiisia] type; he is an "odd man" [strannyi chelovek], even an 
"eccentric" [chudak]. While the odd man is often a particular and isolated 
case, he nevertheless sometimes "bears within himself the heart of the 
whole, while the other people of his epoch have all for some reason been 
torn away from it for a time by some sort of gale of wind."21 The aspect of 
rupture presented here-the paradox of Dostoevsky's atypical hero who 
represents the whole of humanity-has been studied. Bird, for example, 
remarks that Dostoevsky's characters are "profoundly individual, eccen
tric, even improbable," and explains that, while empirical data may be 
synthesized into a roughly coherent unity, that unity may be mistaken or 
illusory, torn away from the whole. "Paradoxically, the improbable hero 
Alyosha might turn out to be more essential, more real, than his more 
typical brethren_ taken for empirical reality." Dostoevsky depicts emerging 
individuals rather than those who figure into normative Russian society. 22 

My own analysis, broader than that, places Dostoevsky on a trajectory 
that marks a period of great change in the Western science of the mind and 
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the understanding of the self. Dostoevsky's creative art and its impact fall 
between two critical points in history for the human mind and self. They are, 
in the words of historian Richard Tamas, when "the Copernican revolution 
impelled and symbolized the outward-moving ascent and construction ·of 
the modern self that began in the Renaissance and brought forth the Enlight
enment," and "the depth psychology revolution reflected the inward-turning 
descent and deconstruction of the self that commenced at the end of the 
nine.teenth century and brought forth the postmodern era."23 In this book 
I discuss the history of the emergence of the modern self in some detail, as 
well as Dostoevsky's response to it and his role in the deconstruction of the 
self that led to the depth psychology revolution. 24 Additionally, I view Dosto
evsky within the Russian context, taking into consideration his nation's his
torical development, its position vis-a-vis Europe in the nineteenth century, 
and its unique attitudes regarding the modern self. 

It is somewhat surprising that until now no sustained critical analy
sis of Dostoevsky's work and its basis in archetypes has been undertaken. 
Except in rare examples, the term archetype has been used only in the con
ventional sense in relation to Dostoevsky's writing, as a generic model or 
prototype after which similar things are patterned. For example, in Laurie 
Bernstein's work the archetype of the saintly prostitute based on the figure 
of Mary Magdalene is explored as a feature of several of Dostoevsky's female 
characters.25 In the entry on Goethe in The Dostoevsky Encyclopedia, it is 
suggested that "Faust, Gretchen, and Mephistopheles served as archetypes 
with which Dostoevsky often identified his fictional characters."26 In other 
instances, the protagonist of"White Nights" might be called the archetypal 
dreamer (Dostoevsky called him a dreamer type: mechtatel'), or the Under
ground Man considered an archetypal outsider or alienated individual. 

Beyond this conventional sort of association, Dostoevsky's archetypes 
draw on symbolism and allegory, as when he includes in his stories reli
gious and folk archetypes of the Devil, or that uniquely Russian concept 
the Holy Fool [iurodivyi]. To understand Dostoevsky's use of archetypes 
we must therefore turn to a wider concept that posits an archetypal model 
based on the structural patterns of myth, as in Alexandra Rudicina's 
«Crime and Myth: The Archetypal Pattern of Rebirth in Three Novels of 
Dostoevsky."27 Rudicina interprets the organizing pattern of violence and 
murder in a selection of Dostoevsky's novels in terms of the dynamic of 
rebirth through transgression, followed by suffering and expiation, which 
is central to the founding myth of Christianity. 

We can see that there are several conceptual frameworks within which 
to interpret archetypes. As I develop this theory of archetypes in Dosto
evsky, my approach most closely resembles the latter example, as I draw 
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on the concept of archetypes used in depth psychology and comparative 
mythology, informed by the work of Carl Jung, Joseph Campbell, and, 
more recently, Richard Tamas. 

Let me preface my analysis, however, by saying that my intention is 
not to apply a Jungian or Campbellian analysis to Dostoevsky. Jung devel
oped a theory of archetypes based predominantly on the psychoanalytic 
interpretation of dreams, and Campbell studied world myths and arche
types related to the hero's journey or the so-called monomyth. Both have 
been criticized for essentialist claims, unsubstantiated generalizations, and 
oversimplifications purporting to be universals that yield cross-cultural 
insights into the human condition. Neither theory suffices in itself as an 
approach to Dostoevsky, and it behooves me to use them with caution. 
Nevertheless, they provide helpful signposts, and I'll temper this caveat 
by acknowledging that the work of archetypal researchers such as Jung 
and the historian and archetypist Tamas, whose synopsis of the history of 
archetypes I cite below, are indispensable for interpreting modern myths. 
For I view Dostoevsky's work, in a way, as just that: a collection of modern 
myths. Moreover, Jung in particular is useful in a historiographical sense, as 
he and Dostoevsky shared some of the same sources, particularly German 
Romantic Idealism. I'll examine these correlations as I discuss archetypes 
and their implications in greater detail throughout this book. In the end, 
archetypes can help us redefine our understanding of the prominent place 
Dostoevsky maintains within Russian Realism, as well as his relationship to 
Russian national identity and its faith. Archetypes help to explain why these 
elements of the Russian character were so important to Dostoevsky. 

A Brief History of Archetypes 
In the Freudian model, civilization is imperilled by wild, atavistic instincts, 
which we need to suppress. By contrast, in the work of Freud's disciple C.G. 
Jung, the work of individuation involves the coming to awareness of a so
called shadow self, a necessary part of a whole and integrated personality. 
Just as Dostoevsky designated Alexei Karamazov an "odd man out," so 
for Jung is the uniqueness of the individual paramount: "The individual 
psyche, just because of its individuality, is an exception to the statistical rule 
and is therefore robbed of one of its main characteristics when subjected to 
the leveling influence of statistical evaluation."28 Furthermore, Jung's study 
of religion, mythology, and the symbolism of ancient and modern civiliza
tions led him to the discovery that the unconscious spontaneously personi
fies in primordial images and symbols, which he called archetypes. 29 For 
Jung, archetypal patterning makes up a blueprint-like structure of human 
thought and behaviour, one that has informed human response to life over 
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the generations. The unrealized self is contained in archetypal forms, until 
individuation (the work of self-integration or "becoming who you are,,) 
achieves a new unity, when the self "expresses the unity of the personality 
as a whole.,,30 

The earliest form of archetypes was that of the gods and goddesses of 
the "ancient mythic imagination.,, As Tamas writes, ((In this once univer
sal mode of consciousness, memorably embodied at the dawn of Western 
culture in the Homeric epics and later in classical Greek drama, reality is 
understood to be pervaded and structured by powerful numinous forces 
and presences that are rendered to the human imagination as the divin
ized figures and narratives of ancient myth, often closely associated with 
the celestial bodies.,,31 In Plato, the term ((archetype,, occurs in the Philo 
Judaeus in reference to the Imago Dei (the God-image in man). It is also 
in Irenaeus. Then in the Corpus Hermeticum God is called the ((archetypal 
light,, and is similarly referenced in Dionysius the Areopagite.32 

Tamas traces the development of the (( idea of archetypal or univer
sal forms,, through the Middle Ages and the Renaissance, arguing that 
it was focal to what the Scholastics called ((the problem of universals,,, a 
vexing issue most memorably addressed by the ancient Greeks but that 
((both reflected and mediated the evolution of Western thought as the 
locus of intelligible reality gradually shifted from the transcendent to the 
immanent, from the universal to the particular, and ultimately from the 
divinely given archetypal Form (eidos) to the humanly constructed gen
eral name (nomina).,,33 Tamas argues that following the Renaissance the 
archetypes ((gradually retreated,, from philosophical and scholarly dis
course and then ((virtually disappeared with the modern rise of nominal
ist philosophy and empiricist science.,,34 What Tamas calls the ((archetypal 
perspective,, retained its central role in the arts as well as the classics and the 
study of mythology, but for our purposes it was the focus on archetypes in 
Romanticism that placed it squarely within (( the subjective realm of interior 
meaning,, as the only remaining refuge permitted by the Enlightenment, in 
which form it entered ((the modern sensibility.,, Thus, ((The radiant ascent 
and dominance of modern reason coincided precisely with the eclipse of 
the archetypal vision.,, We can perhaps see how the notion of archetypes 
would have figured into the philosophical world in which Dostoevsky found 
himself by considering, as Tamas notes, that ((Kant's Copernican revolu
tion in philosophy ... focused on discovering those subjective interpretive 
structures of the mind that order and condition all human knowledge and 
experience.,, Such are ((the a priori categories and forms,, that shifted philo
sophical interest ((from the object of knowledge to the knowing subject,,, 
thus influencing ((virtually every field of modern thought.,,35 
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Drawing on both Kant and Freud, Jung used archetypes in a far more 
explicit manner than did Dostoevsky. Jung's theory of archetypes grew 
primarily out of his work with Freud and his own clinical research in ana
lytical psychology. Jung described archetypes, in Tarnas's words, "as auton
omous primordial forms in the psyche that structure and impel all human 
experience and behavior."36 Eventually he came to regard archetypes as 
"expressions not only of a collective unconscious shared by all human 
beings but also of a larger matrix of being and meaning that informs and 
encompasses both the physical world and the human psyche."37 In another 
of the many definitions he gave, Jung puts it this way: 

Human knowledge consists essentially in the constant adaptation of 
the primordial patterns of ideas that were given us a priori. These need 
certain modifications, because, in their original form, they are suited 
to an archaic mode oflife but not to the demands of a specifically dif
ferentiated environment. If the flow of instinctive dynamism into our 
life is to be maintained, as is absolutely necessary for our existence, 
then it is imperative that we should remould these archetypal forms 
into ideas which are adequate to the challenge of the present.38 

We see then that Dostoevsky inherited a centuries-old archetypal tradi
tion that was undergoing the same radical transformation in modernity as 
virtually all other signposts of Western thought, and was therefore carried 
by the same intellectual currents that Dostoevsky struggled to navigate 
within the framework of Russian literary and intellectual movements. We 
turn now to consider more precisely the purpose served by the archetypal 
character in Dostoevsky's writing, from its earliest forms to its eventual 
maturation in the Underground Man. 

Dostoevsky as an Archetypal Writer 
Archetypes speak the language of stories and myth-the images that make 
up the great narratives of our time even as they stand in relation to more 
remote cultures and civilizations. That is why archetypes are studied in 
fields as diverse as psychology, literature, philosophy, comparative religion, 
and anthropology: stories are how we organize reality and give meaning to 
our lives. As humans we have a highly developed propensity to see common 
patterns. We respond to patterns that we are congenitally adapted to per
ceiving, and we invest them with meaning in stories, myths, and symbols. 
We project our own cognitive and emotional forms by imposing the energy 
of the psyche-imagination, ideas, belief systems, goals, desires, or fantasy. 
Myths and folk tales are descriptions of unconscious processes, which can 
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be conduits to coping with change, uncertainty, traumatic experience, or 
growth. They draw audiences out of their own circumstances to enter a 
completely different world and have novel experiences. 

In literary studies, the best-known theorist of archetypes is Northrop 
Frye, for whom an archetype is "a symbol, usually an image, which recurs 
often enough in literature to be recognizable as an element of one's literary 
experience as a whole."39 Frye investigated archetypal symbols or conven
tional elements of literature and narrative patterns related to myths. Such 
largely symbolic elements are not precisely what I mean when I identify 
archetypes in Dostoevsky. Dostoevsky's archetypes are not purely nar
ratological in the Fryean sense; they are not (or I should say not merely) 
structural principles that recur in works ofliterature as images, metaphors, 
myths, symbols, and plot, which relate to one another as a set of conven
tions. In Dostoevsky, I argue, archetypes are aspects of personality that 
carry meaning by virtue of being invested with ideas of self, nation, God, 
tradition, and primordial truth. 

Jung, Campbell, Frye, Tamas and other archetypists provide models 
for examining archetypes, and contribute in many ways to a useful arche
typal heuristic. However, here I treat their work as hypotheses rather than 
prescriptions as I define my own theory of archetypes in Dostoevsky. I use 
the archetypal approach only as a probe that is gradually deconstructed in 
the process; while Dostoevsky trades in archetypal images and narratives, 
they do not serve clinical, therapeutic, or anthropological purposes. We 
must bear firmly in mind that Dostoevsky was a fiction writer and topical 
journalist. There is a difference between literature and life or praxis, a line 
that I intend to demarcate clearly. In Chapter 1 I address the tradition of 
interpreting Dostoevsky's life and writing from a psychological perspective 
and discuss potential problems involved in adopting such an approach. 

As I begin to explore the range of archetypal themes in Dostoevsky, in 
spite of the caveats above, I must first anticipate objections from those who 
would contest the validity of Jung's research, given that his reputation has 
to an extent been tainted by his association with the New Age movement, 
which some argue was rooted in this thought and with which his work is 
now linked. His life and works are often regarded with suspicion or even 
derision by positivist-minded scholars. In the main, I must justify my use 
of Jung's work on archetypes as a methodological framework against such 
critics as Richard Noll, who alleged in The Jung Cult: Origins of a Charis
matic Movement that Jung is the centre of a quasi-mystical personality cult, 
the purveyor of a kind of "spiritual elitism." 

Jung spent his life studying Gnosticism, comparative religion, mytholo
gies, and alchemy. Throughout his life he recorded the images and symbols 
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arising from the unconscious. One of his theses holds that through rigor
ous self-examination and inward-turning concentration, one discovers the 
universal self lurking in the dark recesses of the soul. Jung integrated his 
study of alchemy and other esoteric traditions into his modern psychologi
cal structures to achieve the realization that tension between opposites is 
the generative force of personal transformation. He found that the mind
body complex manifested itself in archetypal patterning in the personal 
psyche and found expression in innate patterns of behaviour, which per
sonified themes in the collective realm of art, religion, and mythology. 
These principles are tied to the Western notion of the development of self; 
hence, by analogy, alchemical transmutation is equivalent to the transfor
mation and awakening of the authentic self through the meeting of the 
conscious and unconscious mind. 

The alleged concern is that some of the admiration for Jung's life and 
work is cult-like and shrouded in secrecy. Noll's own research shows, how
ever, just how much of that spirit is derived from the fin-de-siecle age in 
which Jung developed his research and practice. Noll traces Jung's ideas 
back through German Romanticism and Naturphilosophie. Folk [VOlkisch] 
mysticism is Jung's "training ground," the fount from which he drew inspi
ration for his theory of archetypes. For example, Goethe's Urbild ("pri
mordial image") and Urtype are eternal and transcendent archetypes 
shaping man and the natural world in mysterious but observable ways.40 

Noll's warning about Jung is that the charismatic psychologist's voice could 
be counted among those calling for emerging spiritual and political elites 
to lead the Germanic peoples of Central Europe to a new "awakening" 
through reliance on more highly refined "intuitive" faculties. 4 1 

We find, however, that the same brand of speculative, metaphysical 
philosophy for which Noll faults Jung-the idea of an eternal manifesta
tion of the divine essence through nature, tied to folk nationalism and 
folk mythologies-forms the backdrop to Dostoevsky's thinking as well. 

· The fruits of the Naturphilosophen Goethe (1749-1832), Schelling (1775-
1854), and Carus (1789-1869) are Dostoevsky's patrimony too-especially 
Schelling and Carus, whose considerable impact on Dostoevsky I examine 
in a later chapter. Dostoevsky would draw inspiration from the folk them
selves, in their patterns of belief and in his own mystical sense of Russian 
national identity through its folk and their destiny, an important issue that 
I will take up at various later points as well. Dostoevsky might easily be 
criticized for metaphysical speculation and national chauvinism as much 
or more than Jung. I don't consider Noll's criticisms ofJung to be appli
cable to Dostoevsky, however, because Dostoevsky is a fiction writer, and, 
as I stated above, mythological tropes are time-honoured elements of story 
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writing. Furthermore, as regards archetypes, it helps to consider that they 
are rudiments in the process of individuation, or the formation of a whole, 
integrated personality. As I discuss in various stages throughout this book, 
I see Dostoevsky's work in a similar light: his characters almost unani
mously experience a sense of inner division, enact rolls (archetypal forms) 
that catalyze change and transformation, and ultimately move toward dis
covery of authentic self (though that process is rarely completed). 

In Jung, an archetype is an explanatory paraphrase of Platonic eidos
archaic, primordial types, universal images from remotest times, an essen
tially unconscious content that is altered by becoming conscious and by 
being perceived.42 Jung adds that "there are present in every psyche forms 
which are unconscious but nonetheless active-living dispositions, ideas 
in the Platonic sense that preform and continuall influence our thoughts 
and feelings and actions."43 Thus archetypes are dynamic factors, active, 
immanent forms that manifest themselves in fantasy, dreams, and impul
sive behaviours and reveal their presence by symbolic images. Much like 
Dostoevsky on the origination of ideas, in Diary of Writer, mentioned 
earlier, Jung writes, "They have a definite cause, but that cause is remote 
to human understanding."44 In another place, Jung defines archetypes as 
cc symbolic expressions of the inner unconscious drama of the psyche which 
becomes accessible to man's consciousness by way of projecting."45 These 
expressions are manifestations of unknown origin, mirrored in the psyche 
and in nature, which evince a universal quality and, according to evidence 
Jung found, are reproduced across time and cultures, in any time or any 
place in the world.46 

Jung saw archetypes as conscious representations arising from the 
unconscious portion of the mind. Although they are sometimes misun
derstood as definite mythological images or motifs, Jung explains that an 
archetype is ((a tendency to form such representations of a motif-repre
sentations that can vary a great deal in detail without losing their basic 
pattern."47 Thus archetypes are better understood as propensities than as 
static patterns: ((The archetype is essentially an unconscious content that 
is altered by becoming conscious and by being perceived, and it takes its 
color from the individual consciousness in which it happens to appear." 
Moreover, they proceed by dialectic: ('As the archetypes, like all numi
nous contents, are relatively autonomous, they cannot be integrated simply 
by rational means, but require a dialectical procedure."48 We begin to see 
dynamics similar to those at work in a Dostoevsky text. This is especially 
true of the idea that all archetypes have a positive and favourable side that 
points upward as well as a partly negative and unfavourable, partly chthonic 

side that points downward.49 Dostoevsky's underground is the territory of 
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this downward-pointing dimension, the subterranean, the unconscious. 
Its opposite is the upward-pointing process of transformation, numinous 
experience, and discovery of authentic self-also Dostoevsky's terrain. 

On Dostoevsky and Mysticism 
One of the ruling themes of Dostoevsky's mature works is the chief problem 
upon which Jung's theories are based: that the loss of a spiritual sense of 
modern life is a problem not only of individuals but of societies, repre
senting a self-destructive danger to modern civilization. Challenging the 
scientific rationalism and mechanistic views of Freud, Jung theorized that 
religion is a paramount psychological need, and moreover that spiritual 
tendencies are ingrained in mankind 's mental structure, a part of the psy
chic reality he called the collective unconscious. The collective unconscious, 
which can be understood as an inherited repository of human experience, 
contributes many of the drives and impulses that inform modern identi
ties and the individual ego. Whether or not Dostoevsky can be said to have 
espoused a belief in something as particular as the collective unconscious 
is open to debate. Certainly Dostoevsky saw a binding factor in the hearts 
and mental attitudes of the Russian people. Moreover, Dostoevsky provides 
evidence that he believed that visionary experience, and confrontations with 
the unconscious mind, held the potential to obtain to higher truths than the 
reasoning, rational mind is capable of doing. This belief is one example of 
the type of essentialism that can be attributed to Dostoevsky, which opens 
his work to investigation in the light of other essentialist theories. 

Both Dostoevsky's and Jung's notions of ideas or essential forms that 
reveal themselves in complex and myriad ways are types of idealism. The 
underlying premise of idealism is the mystical doctrine that mind is more 
intrinsic to reality than matter. Humans are uniquely capable of grasping 
the structure oflife itself intuitively-Dostoevsky's "mystery of man"-in 
its elemental forms. Beyond reason and rationality, the intuitive sense is a 
higher faculty of judgment, apprehending a divine intelligence, a super
natural moral order underlying the universe in which humans play a cen
tral role. The work of individuation, to use the Jungian terminology, or 
movement toward becoming one's true self, is a coming to understand
ing of those intuitions revealed via symbols arising from the unconscious, 
through which the archetypes express themselves. In Chapter 2, during a 
discussion of the foundations of the Dostoevskian self, I take up the topic 
of idealism as an underlying principle of archetypes. 

Many have called Dostoevsky a mystic. The Russian philosopher Niko
lai Berdiaev, who read Dostoevsky more assiduously than had Dostoevsky's 
own contemporaries, was the first to call him a "mystical realist." He writes 
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of the immanence of divine mystery in Dostoevsky, of natural miracles, 
and the manifestation of intangibles. Moreover, Berdiaev explains that 
Dostoevsky is neither an Orthodox Christian nor a humanist. Dostoevsky's 
artistic vision, in Berdiaev' s estimation, is a gnosis, or a system of knowing 
accessible only to the spirit and not to the rational, empirical mind.so To 
be sure, there are doctrinal features of Gnosticism that Dostoevsky did not 
accept and that are too consequential for him to properly be counted as an 
adherent. To be fair, though, Berdiaev seems to have used the term broadly, 
in a generic sense, referring to intuitive knowledge of the life of the soul. 
Thus does Berdiaev distinguish in Dostoevsky a literary method wherein 
the principal object of investigation comprises the unconscious motiva
tions behind the conscious lives of human beings, in which a deeper, more 
authentic reality whirls in a mass of conflicting dri es. Daily existence and 
social interaction are seen as clashes of egos and their struggle to come 
to harmony within the parameters of larger universal moral conflicts. 
The idea of transformation, in particular the alchemical transmutation, 
representing passage from one level to another, or the metamorphosis of 
elements into other forms, commingles active knowledge (gnosis) with 
imagination (presented in art and literature). Dostoevsky's conception of 
transformation is manifest in his application of concepts such as sponta
neity, direct experience, and higher realism. These are some of the funda
mentals of archetypes, which I discuss in later chapters. 

As a matter of fact, Dostoevsky did not view himself as a mystic. He 
criticized the "spiritualism craze)) entering the drawing rooms of Rus
sian society in the 1870s because of its "mystical» character.s1 As Scanlan 
observes, the Grand Inquisitor berates Christ precisely for His refusal to 
use the power of "miracle, mystery, and authority» to hold men in thrall, s2 

and in general Dostoevsky saw little room for mystical vision except in the 
case of revelation of the higher synthesis of being. 53 Scanlan explains that 
religious experience in Dostoevsky-which is not "faith» but a rationally 
defensible form of direct experience-confirms the conclusions of Dos
toevsky's "philosophical)) conception of God as at once a supreme being 
whose existence can be comprehended on reasonable grounds (as distinct 
from faith) and the "full synthesis ofbeing."54 

There are scenes in Dostoevsky's work in which characters discuss the 
visitation of ghosts, as in Crime and Punishment when Svidrigailov tells Ras
kolnikov about a visit from his dead wife and a serf. Their communications 
are brief and pointless trifles, and may indicate Dostoevsky's impression of 
the popular practice in the nineteenth century of attempting to commu
nicate with the dead at seances. ss Furthermore, in The Devils Dostoevsky 
refers to the book From New York to San Francisco and Back to Russia (1872), 
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by P.I. Ogorodnikov, which gives a disparaging view of modern spiritual
ism in America.56 

On the other hand, it is known that Dostoevsky was an admirer of the 
"occultist" scientist Nikolai Fedorov (1828-1903), although the alchemist's 
Great Work in this case was industrial transformation.57 Books in Dosto
evsky's private library give further evidence of the author's interest in the 
occult, or another form of it known as spiritualism. 58 Still, Dostoevsky 
explicitly derided spiritualism. He often discussed it with friends, and in 
1876 he published his thoughts about spirits in Diary of a Writer: 

I think that a person who wants to believe in spiritualism cannot be 
hindered by anything, neither by lectures nor by entire commissions: 
and the disbeliever, if he really does not wish to believe, cannot be 
persuaded by anything. That is exactly the sort of persuasion I over
came at the February seance at A.N. Aksakov's, at least during the first 
strong impression. Since then, I have simply denied spiritualism, that 
is, in essence I have been indignant over the mystical aspect of its doc
trine. (After reading the report of the academic commission's study 
of spiritualism, I could never be in a position to deny the spiritual 
phenomena which I have been acquainted with even before the seance 
with the medium and now, especially now.) But after that remarkable 
seance I suddenly guessed, or more so, suddenly realized, that it's not 
enough that I don't believe in spiritualism, but besides that, I don't 
want to believe-so no sort of proof will ever shake my position.59 

Although modern spiritualism is overtly denigrated, and Dostoevsky does 
not explicitly refer to earlier forms of Western esotericism, his dialogic 
works map onto streams of interpretive systems known to ancient tradi
tions and modern thinkers like Jung, who referred to "the reality of the 
psyche." Indeed the evidence that Dostoevsky had at least some interest in 
the esoteric arts should come as no surprise. Dostoevsky shared an affinity 
with nineteenth-century occultists, who objected to scientific materialism 
and impersonal mechanical rationalism, and concerned themselves with 
phenomena that transcend rational explanation, scientific or otherwise. 
Besides that, as Berry observes, "Dostoevsky was aware of the literary tastes 
of the period and his own writing reflected his effort to appeal to the public's 
taste for the esoteric."60 

Although Dostoevsky assuredly was not an occultist, he would have 
encountered concepts from alchemy, Hermeticism, and Neoplatonism 
via German Romantic Idealism, which dominated Russian culture in the 
1830s. T.hrough Herzen, Belinsky, Vladimir Odoevsky, and others, Dosto-
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evsky was exposed to German Idealism and the idea of the Absolute from 
the writings of Hegel, Fichte, and Schelling. The impact of Idealism on 
the young writer is difficult to overestimate, especially as he absorbed the 
works of his favourit~ poet, Friedrich Schiller. As Frank is careful to note, 
however, metaphysical Romanticism alone cannot be called the «source,, 
of Dostoevsky's famous works; nevertheless, «it opened his sensibility to 
the early nineteenth-century forms in which man struggled to express his 
age-old religious questionings.,,61 Still, as I have argued, Dostoevsky did 
not view himself as a mystic and was adamant that Russian Christianity 
was not mystical: «I have not presented you with a single mystical idea,,, 
he wrote, and «I define Orthodoxy not by mystical beliefs but by love of 
humanity, and I rejoice in this.,,62 Also, «In Russian, genuine Christianity, 
there is no mysticism at all; in it there is only love for humanity, only the 
image of Christ-at least that is the main thing.,,63 

z:. Jung, too, denied that his work involved any mysticism or occultism. 
~ In a series oflectures in 1935 he said, «There is nothing mystical about the 
~ collective unconscious,,,64 that "mystics are people who have a particularly 
~ vivid experience of the processes of the collective unconscious,,, and that 
er "mystical experience is experience of the archetypes.,,65 Some might say ..... 
ct: that there is mysticism in the very idea of a collective unconscious. Jung 
V) 

ex:: believed, however, in the reality of an objective psyche (another term he 
~ used for "collective unconscious,,). Furthermore, something he called the 
~ «transcendent function,, is activated by a balance of the conscious and 

I 
unconscious minds, which produces a shift in consciousness brought 
about through their union. The perfect balance between them elicits unex
pected insights and a sense of self-renewal. Jung biographer Gary Lachman 
explains, «In the process it produces a third state more vivid and 'real' 
than either; in it we recognize what consciousness should be like and see 
our 'normal' state as at best a muddling through .... In the simplest sense, 
the transcendent function is our built-in means of growth, psychological 
and spiritual-it's 'transcendent' only in the sense that it 'transcends' the 
frequent deadlock between the conscious and unconscious minds.,,66 

We may dispense, however, with the labels that Noll, condescendingly, 
and following «Jungians,,, applies to Jung, such as a "a divinely inspired 
human vessel for dispensing the eternal truths of the spirit.,,67 Nor does 
my research have anything in common with what .Noll calls Jungism, "a 
movement that romanticizes and spiritualizes Jung's theories but has 
demonstrated little interest in documenting the historical facts of his life 
outside of the information provided in [Memories, Dreams, Reflections by 
C.G. Jung] .,,68 That work is a posthumous autobiography that Noll calls «a 
product of discipleship,,, as he believes that the ccsacralization,, of Jung's 
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personality and ideas follow a style and pattern derived from the pagan 
biographical tradition of the "divine man." It is biography as "cult legend" 
that depicts Jung's life as an exemplum of his theories of archetypes and the 
collective unconscious. 69 

Lachman addresses these criticisms of Jung as well as other reasons for 
the frequent rejection ofJung by the scientific community and mainstream 
intellectuals. Much of the argument that Jung somehow had a messiah 
complex and attempted to establish a cult has been discredited.70 After all, 
the same charges could be levied against Dostoevsky. If Jungians preserve 
an image of Jung as "a divinely inspired human vessel for dispensing the 
eternal truths of the spirit," so, undoubtedly, do the more extreme admir
ers of Dostoevsky regarding their favourite novelist. 

Needless to say, I aim to steer clear of such biases. My purpose is not 
to make essentialist claims of my own. Whether Dostoevsky espouses 
an essentialist doctrine (I think he does) is another matter, which I have 
touched on above and take up again in later chapters. I argue, in brief, that 
Dostoevsky wrestles with the cognitive dissonance between modern posi
tivism and premodern essentialism. One could say, on the other hand, that 
just as Jung did, Dostoevsky came to his knowledge through the experience 
of what Jung called individuation, "that difficult and sometimes dangerous 
process of unifying the conscious and unconscious minds."71 We know so 
because the confrontation of the conscious and unconscious minds, as 
many instances I share below will bear out, is a chief concern of his works. 
Yet this is more than a personal journey. It is the story of modernity. If 
the principal aim of Jung's work was to overcome the malaise and spiri
tual alienation Jung felt had overtaken modern society, one finds a similar 
impetus behind Dostoevsky's works. Thus, in view of Dostoevsky's engage
ment with the conflicts of modernity, including questions of religious and 
philosophical import (from the dualistic ontology of Christianity and 
eternal life of the soul, ~hrough the age of ~nlightenment and advent of 
rational materialism, to German idealism and the nature of consciousness 
itself), I find it imperative to trace the cultural background that informed 
the social and historical context in which Dostoevsky matured as a thinker 
and wrote his major works. To anchor my approach to the archetypes of 
self in Dostoevsky, I argue that the evolution of the concept of the modern 
self formed an essential part of Dostoevsky's response to the cultural land
scape of modern Europe and European Russia. 

Chapter Summary and Overview 
Again, my purpose is not to find Jung's or anyone's archetypes in Dosto
evsky, but to define and analyze Dostoevsky's archetypes as he presents 
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them in the Russian national context. Nevertheless Jung's and others' work 
provide useful points of comparison when we encounter ideas in Dosto
evsky that emerge from archetypal research. One such idea is contradiction, 
duality, or the tension and reconciliation of opposites; another is the plane 
of action on which the opposition plays out-the unconscious, or more pre
cisely the dynamic confrontation of the conscious and unconscious minds; 
the final is the outcome of that interaction-transformation. In Jung, the 
unconscious is an archetypal dimension, while the conjunction of opposites 
is the unifying principle of an integrated self. In Dostoevsky the liminal 
space just beyond the barrier of consciousness-the underground-is the 
subterranean catalyst for the psychological dramas that fester, boil, and 
suddenly erupt. 

Jung's archetypes are active, dynamic, immanent forms. In Dostoevsky, 
archetypes operate as both character types and generative narrative pat
terns. Thus I analyze the concept of archetypes and Jung's archetypal cate
gories of individuation-self, shadow, and persona-to inform my reading 
of Dostoevsky and interpret insights into the human psyche offered by his 
major works. The major Dostoevskian archetypes I discuss are the double, 
the underground type, and the Karamazovan nature discussed above, as 
well as female archetypes of the Russian Madonna and femme fatale. When 
I use the Jungian concept of archetype, however, I am not always speaking 
of something so concrete as character types. My major concern is with the 
ways in which Dostoevsky's fiction signifies the archetypal source of the 
self residing in the unconscious, with its potential to inhibit self-awareness 
and cause personal destruction and to enhance self-knowledge and bring 
about self-integration. This study maintains in particular that the under
ground is a literary topos in Dostoevsky's narratives that represents the 
unconscious mind, and that the meeting of conscious and unconscious 
minds catalyzes personal transformation. 

Chapter 1 places Dostoevsky's works in the historical context of the 
evolution of concepts of the self and fundamental changes wrought by the 
advent of modernity. It examines issues surrounding the study of Dosto
evsky from both a psychological and religious point of view. Chapter 2 
addresses the problem of duality and explores the Romantic poetics that 
informed Dostoevsky's early writing, with a particular focus on the dop
pelganger motif. This leads to a discussion of the antecedents in Russian 
literature that informed Dostoevsky's style and poetics, and, finally, to an 
examination of the dialectics found in Dostoevsky, with comparisons to 
socialism and Christianity, and of thinkers of the Russian religious renais
sance who referenced Dostoevsky's ideas in their articulation of dvuedin
stvo, or unity-in-duality. 
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Chapter 3 returns to the prominent motif and symbolism of the under
ground in Dostoevsky's work and makes a case study of his (unrealized) 
effort to revise The Double in the early 1860s. Against the backdrop of 
major national and cultural uncertainty-the "accursed questions" of 
the 1850s and 60s-his notebooks and drafts show that planned revisions 
to The Double morphed into new formulations of his ideas, which would 
form the basis of Notes from Underground. This chapter also examines the 
feminine archetypes in Dostoevsky, those that carry the symbolism of 
Earth Mother or the national motif of Mother Russia, as well as those that 
represent the shadow side of the archetype in all its destructive force. The 
chapter concludes with an analysis of terms Dostoevsky used in notebooks 
and diaries with reference to the self, such as the Law of Personality and the 
Law of Love, along with a discussion of other terms I find useful for mak
ing reference to the varieties of self one encounters in Dostoevsky. 

Chapter 4 explores the concept of the shadow in greater depth. Con
necting it to my discussion of archetypes is the esoteric concept of Myste
rium Coniunctionis, otherwise known as coincidentia oppositorum or the 
Coincidence of Opposites-the alchemical principle of psychic opposites 
on which Jung wrote extensively, and which was first recognized in Dosto
evsky's writing by Berdiaev. Further, the so-called ''Russian idea" informs 
a discussion here of Dostoevsky's understanding of the self from both the 
individual and national perspectives. 

Finally, in Chapter 5 I investigate the idea of transformation and the 
personal experience of ego transcendence that holds a prominent place in 
Dostoevsky's later novels and stories. Several of Dostoevsky's characters 
(namely Kirillov, Prince Myshkin, Alyosha Karamazov, and the Ridicu
lous Man) report experiences of a numinous quality, which promotes a 
feeling of unity, harmony, and oneness, concurrent with integral thinking 
and syncretic philosophies such as German Idealism and Neoplatonism. 
Further, the chapter connects variations on the themes of death and resur
rection to the idea of the God-man publicized by Dostoevsky, Solovyov, 
Berdiaev, and others. Although some of Dostoevsky's characters report the 
above-mentioned numinous experiences, few reach anything that could be 
called higher unity. For Dostoevsky, higher unity is a transcendent ideal, 
one not achieved in this life, even while immortality of the soul is a neces
sary condition in his world view and philosophy. 

The dramatic force of Dostoevsky's writing takes place in a world in 
which the underground is dominant. In advanced scenarios, the under
ground catalyzes transformation, as in such cases as Elder Zosima and 
his Mysterious Visitor. Expressions of the deep-rooted complexes of the 
psyche in Dostoevsky, however, are polar, just as archetypes are frequently 
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dualistic. They are complex aggregates of multivalent qualities that inter
act and catalyze change. Dostoevsky's major characters, beginning with 
Golyadkin, are ideas cast as lived experience, living embodiments of a core 
idea dramatized amid the conflicts of modernity. They are not reducible to 
psychological phenomena, but as complex wholes they create multivalent 
patterns that map onto prominent archetypes. To investigate these arche
types cannot fail to deepen our understanding of Russia's great psychologi
cal realist of the nineteenth century. 
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